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ABSTRACT
The brass band and wind band had similar repertoires in the nineteenth and early
twentieth centuries with marches, dances, solos, and transcriptions written prominently
for both ensembles. The repertoires diverged at the beginning of the twentieth century as
brass band contests commissioned new and original works and international composers
began writing serious works for wind band. In the 1970s, British composer Philip Sparke
succeeded in writing music for both ensembles and subsequently began to create a shared
repertoire, and other composers started contributing to this repertoire.
As this repertoire has proliferated, much of it has become worthy of serious study.
The purpose of the current study is to find shared scoring tendencies between three
transcriptions: one written by the original composer; a second transcribed by a different
composer; and a third transcribed by both the original composer and a different
composer. The works selected were The Year of the Dragon by Philip Sparke
(transcribed by the composer), Variations for Brass Band by Ralph Vaughan Williams
(transcribed by Donald Hunsberger), and Call of the Cossacks by Peter Graham
(transcribed by the composer and Mick Dowrick). There were several effective
instrumentation choices the works shared, including woodwind prominence in solo and
lyrical passages, double reeds substituting for small brass ensembles, and high
woodwinds written one or more octaves above the original. Adapting these choices, the
author created a transcription of Gypsy Dream, the second movement of Call of the
Cossacks. Further, these commonalities can serve as guidelines for other transcribers to
arrange brass band works for wind band and expand this shared repertoire.
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CHAPTER 1:
INTRODUCTION

The brass band and wind band have had varied and colorful histories. Both are
rooted in community and military bands and have diverse and ever-expanding repertoires.
These repertoires have a large number of shared works which have made a significant
impact on each band. The brass and wind bands are inextricably linked through their
repertory while maintaining uniqueness and autonomy that make them significant forces
in contemporary music.
This study will analyze two transcriptions taken from brass band music to wind
band. It will compare and contrast the styles of transcription in three categories:
transcription created by a different composer than that of the original, transcription
created by the original composer, and transcription by both the original composer and a
different composer. The intent of the study is to reveal the differences and similarities
between the approaches. It culminates with the transcription from brass band to wind
band by this author of Gypsy Dream, which is the second movement of Call of the
Cossacks (2002) by Peter Graham.
I will begin with brief histories of each ensemble, examining the relationship
between the repertoires of each ensemble dating back to the nineteenth century. The
study then focuses on three works: Variations for Brass Band (1957) by Ralph Vaughan
Williams, transcribed for winds by Donald Hunsberger; The Year of the Dragon (1984)
by Philip Sparke, transcribed for winds by the composer, and Call of the Cossacks,
transcribed by Mick Dowrick and Peter Graham.
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I will demonstrate how composers transcribing the music in this study from brass
band to wind band recreate the characters of the original works through the use of
dynamics, textures, voicing, and other orchestration techniques. The goal of the research
is to discover shared tendencies in the works of the selected transcribers which capture
the spirit of the original composition. I will use these techniques to prepare a wind band
work from a brass band original.
This study is needed because little research exists that examines approaches to
transcribing brass band music to the wind band. Studies that take into account different
types of transcribers do not exist. Several studies examine wind band transcription and
orchestration styles. There is scholarship on the orchestration styles, orchestral
transcriptions, and history of the wind band as well as research on brass band history and
repertoire, but the extant research does not address different approaches to transcription.
Further, current research does not attempt to identify methodological similarities when
transcribing music from brass band to wind band. This study will fill that need.
The musical analysis will look at the orchestration methods of the transcribers.
There will not be significant or in-depth formal and theoretical analysis of the music, and
any such analysis will only be done as evidence of the orchestration choices made by
each transcriber to preserve or alter the character of the brass band work. The study will
look for consistent procedures used by the transcribers in the transcription process,
focusing on the handling of woodwind and brass instruments in solo, small-group, and
large-group settings.

16
Definitions

Transcription and Arrangement
According to Oxford Music Online, the definition of arrangement is “either the
transference of a composition from one medium to another or the elaboration (or
simplification) of a piece, with or without a change of medium. In either case some
degree of recomposition is usually involved, and the result may vary from a
straightforward, almost literal, transcription to a paraphrase which is more the work of
the arranger than of the original composer.”1 A transcription is the direct transference of
material such as key centers and rhythms from one medium to another. The alteration of
such material often relegates the work to the status of an arrangement. For clarity, all of
the pieces in this study will be referred to as transcriptions even though Hunsberger’s
treatment of the Vaughan Williams work is more of an arrangement in that it takes
significant liberties in several areas. On the title page of the score Hunsberger uses the
phrase “scored by,” perhaps making a distinction between his work and a traditional
transcription.
Test Piece
Contests have been an integral part of brass band performance since the midnineteenth century. In Great Britain this is referred to as contesting. A test piece is a
work that each band in a particular division performs. It serves as a common
denominator on which the judges base their opinions and rankings. Nineteenth and early

1

Boyd, Malcolm, “Arrangement” from Oxford Music Online. http://www.oxfordmusiconline.com
(accessed October 8, 2007).
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twentieth century test pieces were often orchestral transcriptions and arrangements.
Modern contests typically feature newly composed or well-established test pieces written
specifically for the brass band.
Bands compete against one another in divisions based on the level of the
ensemble. Generally, there are one to five categories of competitors. The Championship
(sometimes referred to as the “Open”) division is the highest level, followed by first
division, second division, and so forth. Two of the works in this study have been used as
Championship-level test pieces. Variations for Brass Band was commissioned for the
British National Championship in 1957, and The Year of the Dragon was first used as a
test piece in the 1986 European Championships.
Test pieces have common characteristics that can be found in most works. At the
Championship level these guidelines are : (1) 10-15 minutes in length; (2) contains both
solo and ensemble passages; (3) exploits a wide range of dynamics and tempi; and (4)
utilizes a variety of techniques (tonguing, muting) and a wide tessitura.2 The parameters
are broad enough to allow for a wide variety of challenging works. The limited duration
is due to the endurance of brass players performing music of this complexity. The works
in this study follow these guidelines.
Wind Band
By definition, wind band refers to an ensemble consisting of a variety of
woodwind, brass, and percussion instruments. The wind band is rooted in Western

2. Trevor Herbert, “Introduction” in Bands: The Brass Band Movements in the 19th and 20th
Centuries (Philadelphia: Open University Press, 1991), 2.

18
Europe and developed largely in the United States during the twentieth century. In 1960,
the College Band Directors National Association (C.B.D.N.A.) convened a special
conference to establish “ideal wind band instrumentation.”3 Figure 1 is the result of the
conference. Instruments not included in Figure 1 will be identified later in the study.

Piccolo
Flutes 1-2
Oboes 1-2
English horn
Bassoons 1-2
E-flat clarinet
B-flat clarinets 1-3
Alto clarinet
Bass clarinet
E-flat contrabass clarinet
Soprano saxophone
Alto saxophone

Tenor saxophone
Baritone saxophone
Bass saxophone
E-flat cornet
Cornets 1-2
Trumpets 1-2
Horns 1-4
Trombones 1-3
Euphonium (Baritone)
Tuba
Percussion

Figure 1. Ideal instrumentation recommended by C.B.D.N.A. in 1960.

Brass Band
The brass band is an ensemble of all brass and percussion instruments. The
instrumentation is fixed, but bands may elect to supplement sections with extra players.
All wind parts are notated in treble clef (B-flat and E-flat) except for bass trombone.
Standard brass band instrumentation is listed in Figure 2.

3. Frank Battisti, Winds of Change (Galesville, MD: Meredith Music, 2002), 75.
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1 E-flat soprano cornet
9 B-flat cornets, divided
1 B-flat flugelhorn
3 E-flat tenor horns
2 B-flat baritone horns
2 B-flat tenor trombones

1 bass trombone
2 B-flat euphoniums
2 E-flat tubas
2 B-flat tubas
Percussion (3 player)

Figure 2. Standard brass band instrumentation.

Composers in the Study

Two of the three composers in the study have written multiple test pieces. Ralph
Vaughan Williams is the exception, and Variations for Brass Band is his only
contribution. However, he wrote other works for brass band including Overture to Henry
V (1933) and Prelude on Three Welsh Hymn Tunes (1955).4 He is best known for his
symphonic works, which include nine symphonies and Fantasia on a Theme of Thomas
Tallis (1910) for string orchestra.
Philip Sparke has composed several brass band test pieces and has been an
important figures in the contesting movement since the early 1980s. Test pieces include
Harmony Music (1987, National Championships of Great Britain), Between the Moon
and Mexico (1998, National Championships of Great Britain), and Music of the Spheres
(2004, European Championship, own choice piece Yorkshire Building Society).5 The

4. Agentsmith Website, “Vaughan Williams’ Pageants and Music for Bands,”
http://www.agentsmith.com/rvw/RVW_Works/Pageants.html (accessed May 6, 2010).
5. 4BarsRest Brass Band Website, “Contest Information,” http://www.4barsrest.com (accessed
June 30, 2007).
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wind band transcription of Music of the Spheres won the 2005 National Band
Association/William Revelli Award.6
Peter Graham has also contributed a large and impressive body of work to brass
band contesting. Beginning with Dimensions in 1983, Graham has had a steady output of
brass band test pieces that include The Essence of Time (1990 European Championships),
Montage (1994 All England International Masters), On Alderley Edge (1997 National
Championships of Great Britain), Harrison’s Dream (2000 National Championships of
Great Britain), and Journey to the Centre of the Earth (2005 European Championships
own choice piece, Black Dyke Band).7 Graham transcribed Harrison’s Dream and
Journey to the Centre of the Earth for wind band, with the former winning the 2002
American Bandmasters Association Ostwald Award.8
The subject of my transcription, Graham’s Call of the Cossacks, was not written
as a test piece, but the work in its entirety has the technical difficulty and endurance
challenges of traditional test pieces. The third movement, Cossack Fire Dance, features
virtuosic solos for the cornet, trombone, euphonium, and xylophone. The fifth
movement, Cossack Wedding Dance, has technically challenging sixteenth-note scales
for much of the ensemble. The movement I transcribed, Gypsy Dream, is primarily
lyrical in nature, contains no passages that require technical virtuosity, and has a number
of solo and small ensemble sections. The duration of all five movements is 18 minutes.
6. Philip Sparke, Music of the Spheres for wind band (London: Anglo Music, 2005), 2.
7. 4BarsRest Brass Band Website, “Contest Information.”
8. Peter Graham and Richard Holz, Call of the Cossacks: The Music of Peter Graham, Vol. II CD
Program Note (London: Doyen Recordings, 2002).
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CHAPTER 2:
PRELUDE: WIND AND BRASS BANDS, 1853 THROUGH 1970

Brass and wind bands share similar characteristics and histories. Key figures
advanced the respective movements in the nineteenth and early twentieth centuries, and
though not identical, the repertoires during that period were alike. Both ensembles
struggled to gain respect from the artistic community, the wind band beset by the
expectation of popular entertainment and the brass band dominated by contesting. So
connected are the two ensembles that several brass bands began as full wind bands,
including the Black Dyke Band.9
Ensemble Similarities in the Nineteenth Century
Early wind and brass bands had visionary leadership. Enderby Jackson (18271903) and John Henry Iles (1871-1951) led the contesting movement for brass bands by
establishing contests that became the British Open Championships and National Brass
Band Championships of Great Britain. Patrick Gilmore (1829-1892) was the P.T.
Barnum of wind bands and a masterful organizer of musical festivals. His World Peace
Jubilee of 1872 featured more than 20,000 musicians.10
There were charismatic bandleaders in each genre. William Rimmer (1862-1936)
dominated brass band contests and wrote some of the great marches for the medium
including Punchinello, The Cossack and Ravenswood. John Philip Sousa (1854-1932)

9. John Whitwell, A Concise History of the Wind Band (St. Louis: Shattinger Music, 1985), 239.
10. Battisti, Winds of Change, 8.
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was a consummate showman for wind band and one of the great march composers for the
wind band. He was so successful that the period between 1880 and 1925 is affectionately
called the Sousa Era. Both Rimmer and Sousa were conductors and composers who
popularized band music.
The repertoires for the ensembles were similar as well, consisting primarily of
marches, dances, and transcriptions. Music from opera accounted for a large number of
works in both repertoires. Between 1853 and 1912, arrangements of works by Giuseppe
Verdi, Giacomo Meyerbeer, Gioacchino Rossini, and Charles Gounod were used in brass
band contests.11 Sousa’s wind band would also program popular transcriptions. Sousa
arranged classical and operatic works such as the Overture to Tannhäuser by Richard
Wagner. L.P. Laurendeau arranged for the Sousa Band and Arthur Pryor’s Band and
created settings of the Pilgrim’s Chorus from Tannhäuser, Selection from Aïda by
Giuseppe Verdi, and Selections from La Bohème by Giacomo Puccini.12 Two programs
from the period illustrate their similarities (Figure 3).

11. Trevor Herbert, “Open and National Championship Results,” in The British Brass Band, 328335.
12. University of Illinois Band, Band Library, available from bands.illinois.edu/collections
(accessed March 19, 2010).
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The Ockenden (Brass) Band, 186913
Pas Redouble “Kadour”
Faust Selection
Levy-a-Than Polka
Belgravia Galop
Blanche Waltz
Orpheus in the Underworld

The American Brass Band, 185114

Gurtner
C. Gounod
J. Levy
C. Bloe
H. Farmer
J. Offenbach

March
“Lucia di Lammermoor”

Elfin Quickstep
W.F. Marshall
Song of America
Carl Lobe
Overture Donna del Largo
G. Rossini
Wedding March
F. Mendelssohn
Polka for Band
A. Dodsworth
Twas No Vision
G. Verdi
from I Lombardi Soprano Solo
G. Donizetti Evergreen Galop
Labitsky

Figure 3. Program comparisons between British and American brass bands in the midnineteenth century.

Brass Band in the Twentieth Century

The dawn of the twentieth century brought divergence of the repertoires. As
contests became integral to the fabric of the brass band, there was a desire for new
original test pieces, led by John Iles. The first was Percy Fletcher’s Labour and Love for
the 1913 National Championships, “a modern work, specifically written for brass band by
a composer of note,”15. From that point forward original test pieces were composed
routinely for major contests, and Iles lobbied some of the best-known British composers
to write for the National Championships. Three examples are A Moorside Suite (1928)
by Gustav Holst, Severn Suite (1930) by Edward Elgar, and A Downland Suite (1932) by
John Ireland.

13. Vic and Sheila Gammon, “The Musical Revolution of the Mid-Nineteenth Century: From
‘Repeat and Twiddle’ to ‘Precision and Snap,’” in The British Brass Band, 140.
14. Battisti, Winds of Change, 7.
15. Taylor, Brass Bands, 117.
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From 1940 to 1970 there were several prominent brass band composers, two of
which were crucial to the growth of the ensemble. Eric Ball (1903-1989) wrote a large
number of significant test works for the National Championships including Tournament
for Brass (1954), The Undaunted (1959), and Journey into Freedom (1967). Resurgam (I
Shall Rise Again) (1950) was written for the Open Championships and is considered to
be the seminal work for brass band.16 Gilbert Vinter (1909-1969) “revolutionized the
‘original work’ during the 1960s.”17 Vinter challenged conventional writing with angular
melodies in Variations on a Ninth (1964), open dissonance in Triumphant Rhapsody
(1965), and the use of chromaticism and rapid articulation in Spectrum (1969).

Wind Band in the Twentieth Century

Where Fletcher’s Labour and Love played an significant role in the development
of brass band music, First Suite in E-flat (1909) and Second Suite in F (1911) by Gustav
Holst represent some of the first and most important original works in the wind band
repertoire. These pieces influenced other British composers such as Vaughan Williams
(a close friend of Holst’s) and Gordon Jacob (a pupil of Vaughan Williams’s) to write for
wind band. Beginning around 1920, other well-known European composers began to
write music of lasting impact for wind band and chamber winds. In Figure 4 I list several
examples of music from the 1920s by influential composers such as Igor Stravinsky,
Darius Milhaud, and Paul Hindemith.
16. Trevor Herbert and John Wallace, “Aspects of Performance Practices: The Brass Band and Its
Influence on Other Brass-Playing Styles,” in The British Brass Band, 285.
17. Roy Newsome, The Modern Brass Band (Burlington, VT: Ashgate, 2006), 64.
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Symphonies of Wind Instruments (1920) by Igor Stravinsky
Octet (1923) by Igor Stravinsky
La Création du Monde (1923) by Darius Milhaud
Concerto for Piano and Winds (1924) by Igor Stravinsky
Dionysiaques (1925 premiere) by Florent Schmitt
Threepenny Opera Suite (1925) by Kurt Weill
Spiel (1926) by Ernst Toch
Konzertmusik für Blasorchester (1926) by Paul Hindemith
Figure 4. Important works for winds in the 1920s.18

With an increased interest in the artistic merit of the wind band, four American
figures emerged: Edwin Franko Goldman, Frederick Fennell, William Revelli, and
Robert Austin Boudreau. Goldman (1878-1956), leader of the Goldman Band, sought to
entertain and educate the audience. He advocated the creation of an original and artistic
repertoire. In a 1942 article in Modern Music, his son and fellow bandleader Richard
Franko Goldman articulated his father’s philosophy when writing, “Bands in general are
looked upon as something very inferior to the orchestra. . . . The band is not inferior to
the orchestra. It is simply different. And there is no reason in the world why a band
should not play as artistically as an orchestra, given the same type of musicians, the same
amount of rehearsing, and a fine conductor.”19 Goldman began commissioning projects
through the League of Composers in 1949 and, later, the American Bandmasters
Association.20

18. Battisti, Winds of Change, 31-35.
19. Richard Franko Goldman, “Bands in War-Time,” Modern Music 19, no. 3, quoted in Hansen,
The American Wind Band, 82.
20. Battisti, Winds of Change, 39.
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Frederick Fennell (1914-2004) founded the Eastman Wind Ensemble in 1952 at
the Eastman School of Music in Rochester, New York, and became an important voice in
the artistic movement started by Goldman.21 Since the ensemble’s inception the faculty
at Eastman composed several notable works for them. Four examples are Chorale and
Alleluia (1954) by Howard Hanson, Three Japanese Dances (1953) by Bernard Rogers,
The Leaves Are Falling (1964) by Warren Benson, and …and the mountains rising
nowhere (1977) by Joseph Schwantner. Fennell’s larger influence was his “fidelity to
original works” during a period when the large bands at American universities
emphasized marches and transcriptions of the older Sousa model. 22
In the area of repertoire development, William Revelli (1902-1994) was
influential as the founder of the College Band Directors National Association in 1941 and
the Director of Bands at the University of Michigan from 1935 to 1971. Battisti writes,
“C.B.D.N.A. has championed the commissioning and performance of new works [for
wind band] and played an important role in the development of band literature.”23 The
Michigan Band commissioned many notable original works for band. His legacy remains
influential through the National Band Association/William Revelli Memorial
Composition Contest. Established in 1977, the contest is dedicated to Revelli, and its

21. Richard K. Hansen, The American Wind Band: A Cultural History (Chicago: G.I.A.
Publishing, 2005), 96.
22. Ibid., 97.
23. Battisti, Winds of Change, 47.
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past winners include important contemporary composers such as John Mackey, Ron
Nelson, Martin Mailman, and Michael Colgrass.24
Robert Austin Boudreau (b. 1927) established the American Wind Symphony
Orchestra in 1957, which is one of the most prolific commissioning bodies of band
music. The ensemble has commissioned more than 400 works by some of the most
prominent composers in the twentieth century, including Krzysztof Penderecki
(Pittsburgh Overture, 1967), Joaquin Rodrigo (Adagio Para Orquesta de Instrumentos de
Viento, 1966), and Alan Hovhaness (Symphony No. 4, 1958).
During the 1950s and 1960s, composers such as Howard Hanson (1896-1981),
Paul Creston (1906-1985), William Schuman (1910-1992), Morton Gould (1913-1996),
Vincent Persichetti (1915-1987), Alfred Reed (1921-2005), and Clifton Williams (19231976) were writing sophisticated original works. Music for Prague (1968) by Karel Husa
(b. 1921) redefined compositional standards and the possibilities for wind band.

Differences in the Repertoire Circa 1970

Major innovative works for each ensemble, Vinter’s Spectrum and Husa’s Music
for Prague, were written only one year apart. Yet, neither Vinter nor Husa published
music for the other medium. Vinter’s wind band music was unpublished and does not
have a place in the modern repertoire, and Husa has yet to compose a brass band work.
Almost every composer mentioned previously wrote exclusively for one ensemble or the

24. National Band Association, “William D. Revelli Memorial Composition Contest,”
http://www.nationalbandassociation.org/contests/revelli.asp (accessed May 17, 2010).
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other. Holst and Vaughan Williams wrote music for the wind and brass band, but
Vaughan Williams’s compositions were decades apart. He composed his wind band
works primarily in the 1920s and 1930s and his brass band works the 1950s. In general,
by the 1970s the wind band and brass band repertoires were on different paths. This
would change with a new generation of British and American composers.
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CHAPTER 3:
CONVERGENCE OF BRASS AND WIND BAND REPERTOIRES AFTER 1970

Similar brass and wind band repertoires in the nineteenth century allowed band
performers to enjoy the popular music of that time. The development of distinct and
original brass and wind band repertoires during the first half of the twentieth century
created a divide between the ensembles. In the 1970s, one British composer who brought
together the wind and brass band was Philip Sparke. Sparke’s music was inventive and
he was equally comfortable writing for either ensemble, including works shared by the
ensembles. In subsequent decades, other composers have followed Sparke’s lead.

Philip Sparke

Philip Sparke (b. 1951) may be the most successful modern brass band composer.
His music is featured regularly at brass band contests. Music journalist and brass band
authority Paul Hindmarsch describes Spakre’s style: “His musical language is accessible,
and direct – embodying the traditional values of popular brass band music, enlivened by
the style and polish of jazz, of the cinema, and of Americans like Leonard Bernstein and
Aaron Copland.”25
Sparke’s music is idiomatic for both ensembles even though almost all of his
works in the shared repertoire were originally composed for brass band. His test pieces
include Land of the Long White Cloud (1979), Year of the Dragon (1984), Diversions

25. Hindmarsch, “Building a Repertoire,” in The British Brass Band, 266.
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(1997), and Music of the Spheres (2004). Barn Dance and Cowboy Hymn (1982), Jubilee
Overture (1984), Orient Express (1986), Fiesta (1996), and Shalom! (2001) are lighter
selections that are effective for both ensembles.
Sparke’s publishing company, Anglo Music, has a large number of shared pieces
in its catalog. Of the more than 250 pieces written or arranged by Sparke, 90 have
editions for both ensembles. More than three-quarters of these works (69) were
composed since 2000 (Table 1). Unlike his early shared repertoire where all of the pieces
began as brass band works, some of the wind band works were published before the brass
band editions.

Table 1. Philip Sparke brass and wind band compositions of the 2000s (wind band
versions completed before brass band versions are italicized).
Title
Five Festive Fanfares
Navigation Inn
A Time Remembered
Ballad for Benny
Hymn of the Highlands
Morning Song
Kaleidoscope
A Hymn to the Fallen
Music of the Spheres
Between the Two Rivers
Three Extraordinary Journeys
Valerius Variations
Tuba Concerto
The Saga of Haakon the Good

Brass Band Publication
2000
2001
2001
2001
2002
2003
2003
2004
2004
2005
2006
2006
2007
2008

Wind Band Publication
2000
2000
2000
2001
2003
2002
2003
2004
2005
2004
2006
2006
2007
2009

Sparke has focused on composing for advanced level bands. Of the 90 shared
works, 80% are written for the high school level (grade 4 of 6) and above. The work
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analyzed in this study, The Year of the Dragon, is one of Sparke’s earliest and most
advanced works for both brass and wind bands.
International Composers: Graham, Ellerby, Curnow and Bulla
Other European and American composers have followed the example set by
Sparke. Scottish composer Peter Graham (b. 1958) has written several shared works for
brass band and wind band, most of which began as brass band works. Cry of the Celts
(1996), Windows of the World (2000), and Call of the Cossacks (2002) are part of his
“travelogue series” and have been transcribed for wind band. Each has multiple
movements and is between 15 and 25 minutes in duration. Montage (1994), homage to
Witold Lutosławski, has been transcribed with the title Symphony for Wind Orchestra.
Along with Harrison’s Dream and Journey to the Centre of the Earth, these works are
complex test pieces that are skillfully adapted for winds.
Graham has also transcribed a number of shorter brass band works for wind band.
Three examples are Cartoon Music (1999), Summon the Dragon (1999), and Gaelforce
(2000). In a 2002 interview in the Winds Magazine Graham said about his philosophy
regarding transcribing music from brass band to wind band, “In fact, almost all of [my
wind band pieces] are [transcriptions] – Gaelforce, Shine as the Light, Windows of the
World and so I don’t have any hang up about the original/transcription position. If the
piece works, why not?”26
Martin Ellerby (b. 1957) has a steadily growing catalog of shared pieces.
Evocations (1996), Tristan Encounters (1998), and Chivalry (2003) are among his test
26. Mick Dowrick, “Peter Graham Talks to Mick Dowrick,” Winds Magazine, Spring 2002, 8.
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pieces that have been transcribed to wind band. New World Dances (1998), Club Europe
(2007) and concertos for tuba and trombone are scored for both ensembles.
As mentioned earlier in Chapter 1, transcriptions by Sparke and Graham have
received major band composition awards. Harrison’s Dream by Graham won the 2002
American Bandmasters Association Ostwald Award and is the first brass band
transcription to be so honored and Graham the first British composer to win the prize.27
Sparke’s Music of the Spheres won the 2005 National Band Association/William D.
Revelli Memorial Composition Contest. These accolades are indicative of the growing
quality of the shared repertoire.
Two American composers have made considerable contributions to the shared
repertoire. Stephen Bulla (b. 1953) is a composer and chief arranger for the U.S. Marine
Band and Orchestra. His test pieces Firestorm (1992), Tournament (1997), Symphonette
(1999), and Concertante (1997) have been used in international contests and are shared
works. James Curnow (b. 1943) has written prolifically for wind band. Mutanza (1980)
and Symphonic Variants for Euphonium and Band (1980) both won Ostwald Awards.
Brass Metamorphosis (2003) for brass band is a skillful reworking of Symphonic
Variants that integrates the solo part into the full ensemble. Other shared works are
stylistically lighter, such Fanfare and Flourishes (1995) and Olympic Fanfare and Theme
(1996). The shared repertoire trend continues to grow as more composers write for brass
and wind bands. These include Johan de Meij (the Netherlands), Kenneth Hesketh (Great
Britain), and Jan Van Der Roost (Belgium).
27. Ibid., 8.
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Other Shared Music

Some earlier brass band works have been transcribed for band, but this has often
happened decades after their original composition. Figure 4 has several examples of this
type of work. Resurgam was transcribed 47 years after its composition, and Variations
(1957) was published 31 years later. Ireland’s A Downland Suite was originally
published in 1932, and Steadman-Allen transcribed it 65 years later in 1997.

Little Suite No. 1 (1955) by Malcolm Arnold (transcribed by John Paynter)
Resurgam (1950) by Eric Ball (transcribed by Geoffrey Brand)
Severn Suite (1930) by Edward Elgar (transcribed by Alfred Reed)
A Moorside Suite (1928) by Gustav Holst (transcribed by Denis Wright)
A Downland Suite (1932) by John Ireland (transcribed by Ray Steadman-Allen)
Comedy Overture (1934) by John Ireland (transcribed by Ray Steadman-Allen)
Variations (1957) by Ralph Vaughan Williams (transcribed by Donald Hunsberger)
Figure 4. Early shared works for brass band and wind band.

Though less common, there are wind band works transcribed for brass band.
These include American Overture by Joseph Wilcox Jenkins (arranged by the composer),
First Suite in E-flat by Gustav Holst (arr. Sydney Herbert), Second Suite in F by Gustav
Holst (arr. Sydney Herbert), Russian Christmas Music by Alfred Reed (arr. Bruce
Fraser), and English Folk Song Suite by Ralph Vaughan Williams (arr. Frank Wright). A
large number of marches are written for both ensembles, as the march is a very common
form for both types of ensembles and work idiomatically for both groups.
Conclusion
Brass and wind band repertoires diverged for much of the twentieth century, as
each ensemble developed unique, original repertoires. Led by Philip Sparke in the 1970s,
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the wind band and brass band began to converge again. Composer such as Peter Graham,
Martin Ellerby, Stephen Bulla, and James Curnow followed suit. This repertoire includes
serious music (Harrison’s Dream, Music of the Spheres) and light works (Gaelforce,
Barn Dance and Cowboy Hymn). Tests pieces by Sparke and Graham have received
some of the highest honors given for wind band compositions. This is indicative of the
increasing quality of and respect for the shared repertoire. As this repertoire has
proliferated, much of it has become worthy of serious study.
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CHAPTER 4:
COMPARING AND CONTRASTING THE APPROACHES OF HUNSBERGER AND
SPARKE IN THE TRANSCRIPTIONS OF VARIATIONS BY RALPH VAUGHAN
WILLIAMS AND THE YEAR OF THE DRAGON BY PHILIP SPARKE

In analyzing the transcriptions of Variations by Ralph Vaughan Williams and The
Year of the Dragon by Philip Sparke, one finds several similarities, such as assigning
technically strenuous or lyrical passages to the woodwinds. There are also significant
differences, most notably regarding articulation and treatment of percussion. This
chapter will cite examples from the works to illustrate the approaches of Hunsberger and
Sparke to transcribing.
Historical Background

Variations
Ralph Vaughan Williams was one of the preeminent British composers of the
twentieth century. His diverse body of musical works is impressive. Michael Kennedy
writes in his book The Works of Ralph Vaughan Williams, “Between Elgar and the birth
of Britten no other composer can approach him in achievement, in the adventurousness of
his mind and in the extent to which he touched musical experience at all points. He
stamped his personality on all that he undertook.”28
Vaughan Williams wrote Variations for the 1957 British National Brass Band
Championships. The music is a set of eleven variations on an original theme. In

28. Michael Kennedy, The Works of Vaughan Williams (London: Oxford University Press, 1964),
371.
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Ralph Vaughan Williams’ Wind Works by Jon C. Mitchell, a review from the 1957
contest states, “It is no exaggeration to say that this is the finest piece of music ever
written for the brass band, even though other English composers of eminence have
contributed to the development of this great popular movement by writing for its
essentially unwieldy medium.”29 Paul Hindmarsch characterizes the work as “concise
and sprightly.” He continues, “[Vaughan Williams] admired the rich, organ-like sounds
of the deep brass, and he was also a life-long supporter of amateur music. How
appropriate then, that his penultimate work should be for brass band[.]”30
The transcription for wind band was made in 1988 by Donald Hunsberger, former
conductor of the Eastman Wind Ensemble, which recorded this version in 1989. Both
versions are 312 measures, but there are significant differences between them. The key
has been raised from B-flat major to C major, articulation markings are added or altered,
and some tempi have been changed. These changes will be discussed in more detail in
the analysis.
The Year of the Dragon
The impetuses for the composition of The Year of the Dragon by Philip Sparke
were two events involving the Cory Band from Wales: its 100th anniversary and the
band’s third consecutive victory at the National Brass Band Championships. The title

29. Jon Mitchell, Ralph Vaughan Williams Wind Works (Galesville, MD: Meredith Music, 2008),
143.
30

Hindmarsch, “Building a Repertoire,” in The British Brass Band, 262.
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comes from the symbol of Wales, the Welsh Dragon. The piece was premiered by the
Cory Band in March 1984 at a gala concert in St. David’s Hall, Cardiff.31
The wind band transcription was made in 1985 on a commission from the
Birmingham (England) School’s Wind Orchestra and premiered by that ensemble in
February 1986.32 It is based on original themes and has three movements. The entire
work is 476 measures and is approximately thirteen minutes in length. Sparke describes
the three movements:
“[Movement 1] Toccata opens with an arresting side drum figure and snatches of
themes from various sections of the band, which try to develop until a broad and
powerful theme from the middle of the band asserts itself. A central dance-like section
soon gives way to the return of this theme, which subsides until faint echoes of the
opening material fade to a close. [Movement 2] Interlude takes the form of a sad and
languid solo for trombone. A chorale for the whole band introduces a brief spell of
optimism but the trombone solo returns to close the movement quietly. [Movement 3]
Finale is a real tour-de-force for the band with a stream of rapid semi-quavers running
throughout the movement. The main theme is heroic and march-like but this is
interspersed with lighter, more playful episodes. A distant fanfare to the sound of bells
is introduced and this eventually returns to bring the work to a stirring close.”33

Areas of Analysis

The comparisons of the transcriptions are divided into five areas:
instrumentation; solo and small-group writing; large-group technical writing; dynamic,
tempo, and articulation markings; and percussion. I will discuss both transcriptions
concurrently to compare and contrast how Sparke and Hunsberger approach the material.
31. Anglo Music, “Year of the Dragon Program Note,”
http://www.philipsparke.com/year_of_the_dragonBB.htm (accessed June 13, 2007).
32. Philip Sparke, The Year of the Dragon (London: Studio Music Company, 1985), 2.
33. Ibid., http://www.philipsparke.com.
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Instrumentation
Transcribing from brass band to wind band offers a new palette of instrumental
color with the addition of woodwinds. Percussion may also be expanded beyond the
confines of the brass band score where the composer is limited by the number of players.
Hunsberger and Sparke have divergent approaches in these areas.
The wind band transcription of Variations expands its instrumentation to
incorporate alto flute, two piccolo trumpets, two flugelhorns, and harp. Contrabassoon,
contrabass clarinet and string bass extend the low range of the band while piccolo and Eflat clarinet extend the upper range. Piccolo trumpets and flugelhorns imitate the original
brass band texture of E-flat soprano cornet and flugelhorn. Figure 5 shows the complete
instrumentation.

Piccolo/Flute
Flutes I and II
Flute III/Alto flute
Oboes I and II
English horn
E-flat clarinet
B-flat clarinets I, II, and III
Bass and contrabass clarinet
Bassoons I and II
Contrabassoon
Soprano saxophone
Alto saxophone

Tenor saxophone
Baritone saxophone
Trumpets I and II
Piccolo trumpets I and II
Flugelhorns I and II
Horns I, II, III, and IV
Trombones I, II, III, and IV
Baritone (Euphonium)
Tuba
String bass
Percussion
Harp/Celesta

Figure 5. Instrumentation of Variations for Wind Band.

The transcription of The Year of the Dragon utilizes more standard wind band
instrumentation. Sparke extends the upper range of the band with the piccolo and E-flat
clarinet, and uses the traditional cornet and trumpet designations. In this transcription
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trumpets generally perform the roles of the lower cornets in the brass band, and cornet
parts typically function as the upper cornets in the brass band. Figure 6 shows the
complete instrumentation of the transcription.

Piccolo
Flute I and II
Oboe I and II (+ English horn)
E-flat clarinet
B-flat clarinet I, II, and III
Alto clarinet
Bass clarinet
Bassoon I and II
Alto saxophone I and II

Tenor saxophone
Baritone saxophone
Cornet I, II, and III
Trumpet I and II
Horn I, II, III, and IV
Trombone I, II, and III
Euphonium
Tuba
Percussion

Figure 6. Wind band instrumentation for The Year of the Dragon.

Solo and Small Groups
Hunsberger and Sparke approach solos similarly, assigning a majority of them to
woodwind instruments. In Variation 2 of Variations, Hunsberger replaces solo cornet
and euphonium lines with oboe and bassoon (Musical Example 1). This type of writing
is typical in Variations: the oboe and bassoon for cornet and euphonium, the English
horn for E-flat horn, and the flute for E-flat cornet. Also of note is the dynamic change
from piano to mezzo-forte.
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Brass Band

Wind Band

Musical Example 1. Variations, Variation 2, measures 30-34.
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Hunsberger employs the same approach to measure 172 in Variation 7, where the
solo cornets, trombones, and euphoniums share the melody. In the transcription
Hunsberger writes the melody for solo flute, solo oboe, and solo bassoon (Musical
Example 2). By substituting double reeds for brass instruments, Hunsberger keeps the
music within instrument families. Additionally, both of these examples have light and, in
the case of example 1, pastoral characters befitting woodwind instruments.

Brass Band

Wind Band

Musical Example 2. Variations, Variation 7, measures 172-175.

42
Example 2 is an illustration of octave displacement where the music is transcribed
one or more octaves above or below the original scoring. This technique is common in
wind band transcriptions because of the expanded range of the ensemble compared to the
brass band. In this example, the flutes and piccolo are written one octave above the
original. Sparke and Hunsberger use this technique often in their transcriptions.
The Year of the Dragon has a number of instances where double reeds substitute
for brass. The final measures of the first movement feature an oboe/bassoon duet to
replace the original E-flat cornet/baritone scoring (Musical Example 3). The dynamic is
a very subdued pianissimo, and that may account in part for the change from brass to
woodwind instruments.

Brass Band

Wind Band

Musical Example 3. The Year of the Dragon, Movement 1, measures 127-129.

43
Another example of woodwind solo writing in The Year of the Dragon begins at
measure 62 in movement 1 (Musical Example 4). It was originally written for five solo
instruments: muted E-flat cornet and muted trombone with the melody (highlighted by
the glockenspiel), solo horn, and one euphonium. The transcription uses all woodwinds
with first flutes and bassoons playing the melody accompanied by solo clarinet and solo
bass clarinet. Subsequent sections are treated similarly. A cornet quintet in measure 117
is given to the flutes and solo clarinets; an E-flat cornet/baritone duet in measure 127 is
transcribed for the oboe and bassoon. This was likely done to exploit the ability of the
woodwinds to play lyrically at a lower dynamic level.
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Brass Band

Wind Band

Musical Example 4. The Year of the Dragon, Movement 1, measures 62-66.
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Starting in measure 78 of movement 1, Sparke transcribes the original cornet trio
with E-flat bass and euphonium accompaniment for a trio of flutes and solo clarinet with
bassoon accompaniment (Musical Example 5). It is an interesting choice because the
flutes perform in their low register; it is so low that the clarinet has to take over for the
bottom flute when it drops out of its playable range.

Brass Band

Wind Band

Musical Example 5. The Year of the Dragon, Movement 1, measures 78-84.
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Though Hunsberger often transcribes solos to the woodwinds, some solos remain
in the brass. The waltz melody of Variation 6 is one of Hunsberger’s most authentic
transcription choices, placing the original flugelhorn/cornet duet line in the solo
flugelhorns (Musical Example 6). The use of flugelhorn as a solo instrument imitates the
brass band scoring.

Brass Band

Wind Band

Musical Example 6. Variations, Variation 6 melody, measures 103-110.

An example of solos in brass instruments in Variations is in Variation 5. The
brass band version is written for a quartet of flugelhorn, tenor horn, baritone, and
euphoniums at pianissimo (Musical Example 7). The transcription offers two options.
Version A is scored for brass instruments. The flugelhorn and euphonium are transcribed
verbatim, the baritone part is in the F horn, and the tenor horn part is now muted trumpet.
The piccolo trumpets entrance mirrors the E-flat soprano cornet in the original. The
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phrasing is altered slightly, but it does not change the pensive effect. Version B features
woodwinds. Hunsberger leaves the choice of which version to use to the conductor, and
in his recording of the work with the Eastman Wind Ensemble he selects Version A.

Brass Band

Wind Band (Version A)

Musical Example 7. Variations, Variation 5, measures 75-79.
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At times Sparke combines woodwind and brass soloists. In measure 84 of the
first movement of The Year of the Dragon (Musical Example 8), the tenor horn solo is
given to the horn; the trombones accompany in both versions. The flugelhorn solo is
assigned to the oboe solo instead of the natural counterpart, trumpet. The tone of the
oboe contrasts the comparatively mellow quality of the flugelhorn.
In general, both Hunsberger and Sparke employ woodwinds in quiet passages.
The flute and piccolo often substitute for the E-flat soprano cornet, solo cornet, and
flugelhorn. The oboe replaces the solo cornet, as does the bassoon for the euphonium.
When written in combinations this allows the duets to stay in families of instruments with
oboe/bassoon replacing cornet/euphonium. It is typical for the woodwinds to have the
lyrical and quiet sections in wind band music, making idiomatic use of woodwinds in the
transcriptions.
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Brass Band

Wind Band

Musical Example 8. The Year of the Dragon, measures 84-88.
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Saxophones are used primarily as doubling and reinforcing instruments in
Variations. Sparke is more generous to them. The excerpt beginning at measure 286
features the first clarinets, alto saxophones, and tenor saxophones on a melody originally
scored in the first baritone and euphoniums (Musical Example 9). There is a brief but
exposed flugelhorn/baritone duet in measures 398 and 399 assigned to the alto and tenor
saxophones. The ability of the woodwinds to execute technically vigorous and
rhythmically active musical lines more easily than brass instruments may be a
consideration for these orchestration choices.

Brass Band

Wind Band

Musical Example 9. The Year of the Dragon, Movement 3, measures 286-293.
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Large-Group and Technical Writing
The large-group writing in both pieces is easy to characterize. Hunsberger and
Sparke emphasize the brass in dynamically forceful sections. When all instruments are
playing, they are scored according to ranges; the high woodwinds and high brasses are
together, as are low woodwinds and low brass. There are exceptions, but both
transcribers utilize this type of writing often.
Large-Group Passages
An example of this style of writing begins in measure 98 of the first movement in
The Year of the Dragon (Musical Example 10). The scoring in each version is similar:
the high voices play the main melody and the low voices playing an eighth-note
countermelody. This is an example of octave displacement as the flutes and piccolo play
one octave above the original’s range.
Hunsberger scores Variation 8 similarly. Measures 157 through 160 employ
descending eighth-two-sixteenth notes patterns (Musical Example 11). The brass and
wind band versions are grouped by range. The descending shape of the line suggests the
scoring, and Hunsberger is faithful to it.
Hunsberger treats the brasses more liberally than Sparke. They are utilized in
quiet as well as loud passages. There are quiet and lyrical moments for brass instruments
in Variations 1 (flugelhorns and horns), 2 (horns and trombones), and 7 (horns and
trombones). Example 7 earlier in this chapter illustrates this tendency.
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Brass Band

Wind Band

Musical Example 10. The Year of the Dragon, Movement 1, measures 98-101.
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Brass Band

Wind Band

Musical Example 11. Variations, Variation 8, measures 157-160.
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Technical Writing
An example of sixteenth notes scored for woodwinds alone is the pastoral
sixteenth notes in Variation 7, written for combinations of piccolo, flute, double reeds,
and clarinets (Musical Example 12). This is common in wind band scoring because the
technical facility of the woodwinds, and the subdued character of this variation favors
these instruments.
There are several examples in which Sparke and Hunsberger utilize brass
instruments doubling woodwinds. Running sixteenth notes in measure 195 of Variation 8
are scored in the entire woodwind section along with French horns, euphoniums, and
tubas. Overall, though, Variations has few opportunities for technical playing because
only Variations 7, 8, and 10 have this kind of material.
The Year of the Dragon is more difficult technically than Variations. Most of the
complex writing is in the third movement. The finale allows the brass opportunities to
contribute in technical passages. The transcription includes the high woodwinds along
with first cornets and euphoniums on the main melody beginning at measure 235
(Musical Example 13).
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Brass Band

Wind Band

Musical Example 12. Variations, Variation 7, measures 134-137.
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Musical Example 13. The Year of the Dragon, Movement 3, wind band, measures 235242.

Other examples of this approach to scoring in the third movement include the
cornets and euphoniums supplement the sixteenth-note motive in flutes, clarinets, and
saxophones at measure 309, and the recapitulation of the opening sixteenth notes in
measure 325 incorporates euphoniums. The combination of themes at measure 429
utilizes the euphoniums with the middle woodwinds (Musical Example 14), and tubas
join the line in measure 451.
Sparke and Hunsberger use the brass instruments to strengthen forceful passages.
As far as their overall orchestration styles are concerned, Hunsberger more generously
integrates the brass into the fabric of both technical and lyrical sections. Sparke takes a
more traditional approach. He emphasizes woodwinds during quiet/lyrical and complex
technical passages and the brass in louder passages and as reinforcement for woodwind
technical lines. Even though these approaches are contrasting, each transcription remains
faithful to the character of the source material. Hunsberger often imitates the original
brass timbres, while Sparke preserves the character of the work through idiomatic
woodwind and brass writing for the wind band.
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Musical Example 14. The Year of the Dragon, Movement 3, wind band, measures 429433.
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Dynamic, Tempo, and Articulation Markings
Three elements in music that determine the character of a work are dynamics,
tempi and articulations. Even slight alterations can change the direction and expressive
content of the music. A transcriber’s approach to these elements has the potential to
fundamentally alter a work. Hunsberger and Sparke’s treatments of dynamic, tempo, and
articulation markings set these two transcriptions apart. Hunsberger treats these elements
liberally and sometimes alters the original character of the music. Sparke, with few
exceptions, replicates these markings in his transcription.
An example of Hunsberger’s approach to articulation is in Variation 8 (Examples
15a and b). He slurs sixteenth notes that were tongued in the original. The virtuosic
quality of Vaughan Williams’ original is replaced by a more traditional and lyrical
approach in the wind band transcription. The reason for this change may be explained in
the opening measures of Variations. The articulation marking in the brass band version
is marcato, but the wind band transcription includes legato markings on several notes.
The nature of the entire work changes from martial to lyrical, and the slurred sixteenth
notes serve the same purpose.
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Musical Example 15a. Variations, Variation 8, brass band, measures 181-183.
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Wind Band

Musical Example 15b. Variations, Variation 8, wind band, measures 181-183.
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The change in character from martial to lyrical may also explain Hunsberger’s
tempo choices in Variations. He alters several tempi and are now slower than the
original. These changes occur in the faster tempo movements. Variations 1, 2, 3, 8, 9,
and 10 are the same as the original; the others are changed or, in the case of Variation 6,
added where there was not one in the brass band version. Just as the articulations are
altered from marcato to legato, slowing the faster movements creates a more relaxed
character. Table 2 shows the differences in tempo between the original and its
transcription. There are other variances in tempi in the transcription that are not shown
here, including the second section of the Theme (the tempo slows from 84 to 76) and
Variation 11 (tempo is slows from 92 to 76).

Table 2. Tempo comparisons in Variations; based on quarter notes.
Variation
Theme
Variation 1
Variation 2
Variation 3
Variation 4
Variation 5

Brass

Wind

Variation

Brass

Wind

88
84
72
120
132
116

84-88
84
72
112
126
108

Variation 6
Variation 7
Variation 8
Variation 9
Variation 10
Variation 11

No ind.
90
104
72
88
104

198
90
104
72
88
92

There are sections in Variations where the differences in dynamics between the
original and the transcription are significant. Example 1 from Variation 2 earlier in the
chapter is one of the most dramatic with the dynamic altered from piano to mezzo forte as
Hunsberger moves the material from brass to woodwinds. Starting in measure 87 of
Variation 5 (Musical Example 16), Hunsberger changes the dynamic from pianissimo in
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the brass to forte in the woodwinds to account for the subdued quality of flute in its low
register.

Brass Band

Wind Band

Musical Example 16. Variations, Variation 5, measures 87-96.

Many of Hunsberger’s changes alter the character of the original. The use of
sixteenth-note slurs where they were originally tongued softens the musical effect of the
articulation. He often adds legato markings, and staccato markings clarify where staccato
articulations are implied, such as the Variation 8 motive in example 12. The slowing of
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tempo is another example of Hunsberger’s lyrical approach to the material. The
dynamics like those in example 16 intensify the lyricism of the music.
Sparke’s replicates almost all dynamic, articulation, and tempo markings. He
changes a dynamic marking on occasion, but these changes are minor and do not affect
the overall character. An example is measure 389 in movement 3, where a muted solo
cornet marked piano in the brass band version is changed to a pianissimo flute solo
(Musical Example 17). With the change of the second voice to pianissimo, both parts are
at the same dynamic in the transcription. The difference in the original may compensate
for the more assertive tone of the E-flat cornet in its middle to upper range as compared
to a B-flat cornet in its low to middle range. Sparke’s articulation changes throughout the
work are equally subtle. All of the tempi are the same in each version.

Brass Band

Wind Band

Musical Example 17. The Year of the Dragon Movement 3, measures 383-392.
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Percussion
The transcribers’ differences in their treatment of percussion are considerable.
Sparke retains the original percussion parts, and Hunsberger alters them frequently. In
Variations, the timpani part is the same as that of the original, but the snare drum is
omitted several times in the transcription. Snare drum parts are expunged in part or
entirely from Variations 1, 2, 3, 4, 6, 8, 10, and 11.
Other changes include:
1. Cymbal and timpani rolls are added at measure 197 (Variation 8).
2. All percussion is omitted in measure 23 (Variation 1).
3. Triangle strike is added in measure 30 (Variation 2).
4. Cymbal rolls and crashes are added to Variation 4.
5. Timpani rolls are omitted beginning in measure 72 (Variation 4).
6. Snare drum, bass drum, and timpani are eliminated beginning in measure 144
(Variation 7).
7. Cymbal and timpani rolls are added beginning in measure 197 (variation 8).
8. The timpani roll in measures 209 and 210 is moved down a major third to the
root note, C to A-flat (variation 8).
9. The glockenspiel is removed starting in measure 271 (variation 11).
The celesta is employed in Vaughan Williams’s original, and Hunsberger uses it
more frequently. For example, Hunsberger reinforces the woodwinds starting in measure
15 of Variation 1 and measures 90-92 of Variation 5. These alterations are a reimagining
of the original percussion parts.

65
Conclusion

There are similarities between the approaches to orchestration of Hunsberger and
Sparke in their transcriptions. Some generalities can be drawn from these two
transcriptions:
1. The flute and oboe receive the majority of the lyrical solo and small-group
parts originally scored for cornet, flugelhorn, and horn.
2. Exposed parts for the soprano cornet are generally assigned to the piccolo and
flute in the high range and in the oboe in the middle range.
3. The bassoon receives the baritone and/or euphonium parts in most of the
lyrical and small-group sections.
4. Clarinets and saxophones, though less prominent as solo instruments, are
utilized in lyrical and technical passages.
5. The high woodwind instruments may be written one or more octaves above
the original scoring to expand range of the ensemble.
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CHAPTER 5:
TRANSCRIPTION CHOICES IN MOVEMENTS 1, 3, 4 and 5 OF CALL OF THE
COSSACKS BY PETER GRAHAM

Historical Background

Peter Graham is one of the leading voices in contemporary brass band
composition. His music has been recorded by brass bands such as the Black Dyke Band,
Yorkshire Building Society Band, Cory Band, Williams Fairey Band, and Leyland Band.
He has also been recorded by the U.S. Air Force Band, the Royal Norwegian Navy Band,
the Regimental Band of the Coldstream Guard, and the North Texas Wind Symphony.
Call of the Cossacks was originally composed for the Gala Concert at the 2002
European Brass Band Championship and contains the characteristics of a brass band test
piece. It is one of Graham’s “travelogue” works, pieces inspired by international locales
that reflect the traditional musical styles of those places. Others in this series include The
Day of the Dragon (Wales), Windows of the World (South America, Japan, Ireland, the
United States), and Cry of the Celts (Ireland, Great Britain). Call of the Cossacks is a
descriptive work in five movements:
1. Procession of the Tartars
2. Gypsy Dream
3. Cossack Fire Dance
4. Doyle’s Lament
5. Cossack Wedding Dance

67
In the program notes by Ron Holz and Peter Graham for the Doyen CD Call of
the Cossacks (DOY CD138) performed by the Black Dyke Band, Nicholas Childs
conducting, the writers describe the work and its inspiration:
“[Call of the Cossacks is] the latest in a series of aforementioned “travelogue”
features by Peter Graham and was written for Black Dyke’s solo spot at the 2002
European Gala Concert in Belgium. . . . Procession of the Tartars [movement 1] . . . is
cast in the style of the old brass band ‘patrol’ [a march that begins quietly, builds to a
peak in the middle, and diminishes to the end] and adapts the Klezmer folk song Fun
Tashlach. The music continues without break into Gypsy Dream, which showcases
solo horn . . . and the full horn and baritone sections. The Cossack Fire Dance, based
on the folk song Mazeltov, brings to mind part of the Jewish wedding ceremony. . . .
[T]he music gives reign to the virtuosity of the cornet, trombone, euphonium and
xylophone soloists. Doyle’s Lament (an original melody) features the flugel horn
lyricism[.]. . . The final movement, Cossack Wedding Dance, is deep in Fiddler on the
Roof territory – a potpourri of Klezmer, Gypsy and Cossack styles (with some selfreferencing thrown in for good measure).”34
Four of the five movements were previously transcribed for wind band.
Movements 1, 4, and 5 constitute the Suite from Call of the Cossacks scored by Mick
Dowrick “in consultation with the composer.”35 The third movement was arranged for
the wind band by Graham. Both transcribers made interesting choices regarding the
orchestration of these movements. For example, in movement 3, Graham keeps three of
the four virtuosic wind soloists in the brass (trombone, trumpet, and euphonium).
Conversely, Dowrick transcribes the major solo in movement 4 for alto saxophone.

34. Graham and Holz, Call of the Cossacks CD Program Notes.
35. Peter Graham, Suite from Call of the Cossacks arranged by Mick Dowrick (Cheshire:
Gramercy Music, 2002), 1.
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Areas of Analysis

The four previously transcribed movements of Call of the Cossacks share many of
the same tendencies as those found in the Sparke and Hunsberger transcriptions. The
following section will identify specific examples that illustrate the similarities between
Cossacks and the other works in this study.
Instrumentation
In the suite, Mick Dowrick’s scoring is closer to that of Sparke’s transcription
(Figure 7). Standard scoring is used for the clarinets, saxophone, and middle and low
brass. The high woodwinds, double reeds, and trumpets are scored more thinly than in
either of the other two works in this study. Piccolo, flute, oboe, and bassoon have single
parts, and the flute and piccolo lines are independent. Of particular note is the trumpet
writing. Dowrick writes for only two parts, whereas Sparke’s transcription yielded five
separate parts and Hunsberger’s yielded eight. The brass band version of Call of the
Cossacks has six different cornet-range parts.

Piccolo (1)
Flute (2)
Oboe (1)
Bassoon (1)
Clarinets 1, 2, and 3 (4, 2, 2)
Bass clarinet (1)
Alto saxophones 1-2 (2)
Tenor saxophone (1)
Baritone saxophone (1)

Trumpets 1-2 (2, 2)
Horns 1-4 (1 each)
Trombones 1-3 (1 each)
Euphonium (2)
Tuba (2)
Percussion 1 (Drum Kit) (1)
Percussion 2 (Cowbell, Cymbal,
Tambourine, Xylophone, Triangle) (2)

Figure 7. Instrumentation for Movements 1, 4, and 5 of Call of the Cossacks; suggested
part distribution is in parentheses.
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In his transcription of the third movement, Graham’s instrumentation is slightly
larger. He adds a second flute part (two total) and one trumpet part (three total). Because
Gypsy Dance falls between Dowrick’s first movement and Graham’s third movement I
chose the same core of instruments, adding a few instruments appropriate to the character
of movement 2. I will explain my instrument choices later in the chapter.
Small-Group Writing
The first movement, Procession of the Tartars, is often scored with small forces
at quieter dynamics, and there are a number of solos. From the opening measures, the
woodwinds are prominent. The original tuba melody in measure 5 is transcribed to the
bassoons and baritone saxophone (Musical Example 18) and cued in the tuba. The
second statement of the melody adds clarinets, bass clarinet, and tenor saxophone.

Musical Example 18. Call of the Cossacks, Movement 1, wind band, measures 5-12.

The fourth movement begins piano, and Dowrick uses a combination of
woodwind and brass instruments (Examples 19a and b). He assigns whole notes to low
woodwinds and middle and low brass and syncopated half to the clarinets and flutes, one
of the traits of the Hunsberger and Sparke transcriptions. Inexplicably, Dowrick removes
the glockenspiel part.
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Musical Example 19a. Call of the Cossacks, Movement 4, brass band, measures 1-4.
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Musical Example 19b. Call of the Cossacks, Movement 4, wind band, measures 1-4.

In the fifth movement Dowrick gives melodies in quiet passages to woodwind
instruments. For example, the main melody in measure 7 is transferred from the
baritones and euphoniums in the original to the saxophones and clarinets (Musical
Example 20). The doubling of the melody one octave above the original is a common
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trait found in the transcriptions in this study. Dowrick assigns the original
accompaniment in the flugelhorn and tenor horns to oboe, second clarinet, third clarinet,
bass clarinet, and F horns. In general, Dowrick gives woodwinds the majority of the
melodies with the brass instruments reinforcing these ideas. This concept is applied in
the author’s transcription of movement 2.

Musical Example 20. Call of the Cossacks, Movement 5, wind band, measures 7-15.
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Solo Writing
Call of the Cossacks has several solos that highlight the principal players in each
section. Dowrick and Graham distribute the solos in the transcriptions to woodwind and
brass instruments; however, aside from the third movement brass solos, most of the solos
are given to the woodwinds.
In the first movement Graham composed brief, ornamental solos, the first of
which begins at measure 84 (Musical Example 21). The solos are interlocking with
players exchanging thirty-second note motives. The original work features a trio of
soprano, solo, and repiano cornets. Dowrick replaces solos with small groupings of
piccolo and oboe, flute and clarinet, and trumpet. The piccolo doubles one octave above
the original. To maintain the character of the original, the conductor may choose to have
these parts played as solos.
There are two examples of major solos transferred to a woodwind instrument.
The first is the cornet solo that opens the third movement. Graham’s transcription scores
the solo for clarinet, appropriate considering the expressive marking above the melody:
“Solo, in the style of a klezmer clarinet” (Musical Example 22). The second example is
the flugelhorn feature of movement 4 that Dowrick transcribes for alto saxophone. The
second statement of the melody starting at measure 27 is scored for woodwinds
primarily: flutes and piccolo (one and two octaves above the original), oboe, clarinets,
tenor saxophone, and euphonium (Musical Example 23).
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Brass Band

Wind Band

Musical Example 21. Call of the Cossacks, Movement 1, measures 83-86.

Musical Example 22. Call of the Cossacks, Movement 3, measures 1-3.
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Brass Band

Wind Band

Musical Example 23. Call of the Cossacks, Movement 4, measures 27-31.

Dowrick scores the fifth movement solos for woodwind instruments. The original
cornet solos starting in measures 40, 44, and 48 become duets for the flute and clarinet in
the transcription. Dowrick assigns the cadenza-like euphonium solo beginning at
measure 118 to the alto saxophone and scores it an octave higher than Graham’s original
(Musical Example 24).
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Brass Band

Wind Band

Musical Example 24. Call of the Cossacks, Movement 5, measures 118-121.

The woodwinds have a majority of the solos in the wind band transcription of
Call of the Cossacks, and I follow a similar approach in my transcription of Gypsy
Dream. I will explain the reason for emphasizing the woodwind instruments in more
detail in Chapter 6.
Large-Group Writing
Dowrick divides the wind band by instrument families in portions of the first
movement of Call of the Cossacks. The movement builds to measure 87, where the
entire ensemble in both versions plays at a forte volume. Dowrick’s transcription scores
the band by instrument families (Musical Example 25). All woodwinds except the
baritone saxophone have the primary melody. The first trumpet and first and second
trombones play the countermelody. The second trumpet and French horns provide
harmonic support, and the low brass and baritone saxophone perform the bass line.
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Musical Example 25. Call of the Cossacks, Movement 1, wind band, measures 87-94.
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Another example of this approach to large-group writing is found in the third
movement, Cossack Fire Dance. The principal musical idea of the movement has three
elements: the main melody in quarter notes; the sixteenth-note countermelody; and bass
line and off-beats. The Table 3 shows the scoring of each version. The sixteenth notes
are given solely to the woodwinds, while most of the brass has the main melody.
Dowrick does not score the off-beats for any wind instruments, only the drum kit.

Table 3. Call of the Cossack, Movement 3, orchestration comparison, measures 26-33.
Theme
Main Melody
Countermelody

Off-beats
Bass Line

Brass Band
Soprano cornet, Solo cornet
(4), Horn 1-2, Trombone 1-2
Repiano cornet, Flugelhorn,
Solo Horn, Baritone 1-2,
Euphonium
Cornet 2-3
Trombone 3, E-flat Tuba, Bflat Tuba

Wind Band
Trumpet 1-3, Horn 1-4,
Trombone 1-2, Euphonium
Piccolo, Flute 1-2, Oboe,
Bassoon, Clarinet 1-3, Alto
Sax, Tenor Sax
Drum Kit
Bass Clarinet, Baritone
Sax, Trombone 3, Tuba

Percussion and Other Markings
Regarding the various style markings and percussion scoring, both transcribers
are faithful to the Graham’s original. Dowrick’s percussion parts in movements 1 and 5
and Graham’s parts in movement 3 are identical; Dowrick’s only alteration is the
omission of the xylophone in the first two measures of movement 4. All tempi,
articulation markings, and dynamics are also identical. There appears to be a key
modulation in the first movement of the transcription, but Dowrick only changed key
signature. Both versions are in the key of D minor while the transcription’s key signature
is that of G minor.
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Conclusion

The wind band transcription of Call of the Cossacks shares several of the
orchestration tendencies of the other works in this study. These similarities include:
1. Emphasis on woodwind instruments in lyrical and quiet passages with brass as
accompaniment or doubling;
2. Expansion and/or displacement of octaves using the high woodwinds;
3. Use of woodwinds as primary solo voices with occasional brass solos;
4. Fidelity to the original dynamic, articulation, tempo, and expressive markings;
5. Fidelity to the original percussion parts.
All of these similarities are not evident in every transcription in the study; however, these
conclusions may help transcribers to preserve the character of the original work while
allowing for an idiomatic wind band transcription.
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CHAPTER 6:
TRANSCRIPTION STYLE AND CHOICES FOR GYPSY DREAM AS TRANSCRIBED
FOR WIND BAND BY BRIAN SHELTON

Utilizing the conclusions enumerated at the end of chapter 5, I created a
transcription of movement 2 of Call of the Cossacks, Gypsy Dream, which is idiomatic to
the concert band and remains faithful to the character of the original while fitting
cohesively into the other four transcribed movements. Gypsy Dream is not specifically
idiomatic of brass band writing, so a wind band transcription was desirable.
Transcribing a work from brass band to wind band poses different challenges than
transcribing from orchestra to wind band. In an orchestral transcription, string parts can
be redistributed to a variety of different wind instruments to create wide ranges of unique
colors and textures. The brass band and wind band have similar instrumentations. There
are several related instruments such as cornets and trumpets, or tenor horns and F horns.
Trombones, euphoniums, and B-flat tubas are common to both ensembles. The challenge
is remaining faithful to the character of the original work while utilizing the sound palette
of the woodwinds.
I chose to emphasize the woodwind instruments in this movement for two
reasons. First, it is common for the transcribers in this study to favor woodwind
instruments when the music is subdued and lyrical, such as it is in Gypsy Dream.
Numerous examples from Variations, The Year of the Dragon, and the previously
transcribed movements of Call of the Cossacks have been cited in previous chapters.
Second, the structure of the entire five-movement work suggests Gypsy Dream feature
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the woodwinds. The first and fifth movements are mostly tutti, and the third movement
highlights brass soloists. The fourth movement features a soloist, so it is logical to
highlight the woodwinds in the second movement. When performed together the fivemovement structure becomes tutti-woodwinds-brass-solo-tutti.

Instrumentation

I chose instrumentation consistent with Dowrick’s scoring of the wind band suite
(Figure 8) because the first and second movements are performed attacca. The biggest
challenge was that cornets do not play in the original. My transcription of Gypsy Dream
lists two trumpet parts in the score, but only the first trumpet plays.

Piccolo
Flute
Oboe
English horn (opt.)
Bassoon
B-flat clarinets 1-3
Bass clarinet
Alto saxophones 1-2
Tenor saxophone
Baritone saxophone

Trumpets 1-2
Horns 1-4
Trombones 1-2
Bass trombone
Euphonium
Tuba
String bass (opt.)
Timpani
Percussion 1 (Bongos)
Percussion 2 (Shaker)

Figure 8. Instrumentation for Gypsy Dream, wind band version.

Scoring two trumpet parts is consistent with Dowrick’s transcription of
movements 1, 4 and 5. There is one flute part and one oboe part, both written divisi and
requiring two players per part. I added optional string bass and English horn. The
English horn adds to reed timbre and has a brief but idiomatic solo in measures 12 and
13. The additional woodwind parts allow for families of trios, and the original tuba part
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strongly suggests a plucked bass line. While important to the work, all of the English
horn and string bass parts are doubled in other instruments if they are not available.

Form and Thematic Material

The form of Gypsy Dream is Introduction-A-A’-B-A-A’-B-Coda. There are two
main themes (Musical Example 26). The themes are similar, particularly the ornamental
thirty-second notes reminiscent of the brief solos of the first movement (see Musical
Example 21). Theme A has strong Gypsy influences revealed in its improvisational
qualities, ornamented rhythms, and use of the augmented second interval.

Theme A

Theme B

Musical Example 26. Call of the Cossacks, Movement 2 (Gypsy Dream), Themes.

I will analyze each section and explain my transcribing choices. The choices are
based primarily on my analyses of and conclusions about the transcriptions of Variations
and The Year of the Dragon, examination of and conclusions about the movements
already transcribed for wind band from Call of the Cossacks, and my understanding of
this style of music and license as a transcriber.
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Introduction and Theme A – Measures 1-18
My first decision was how to treat the sustained half note at the end of movement
1 in the brass band version. The original note in the baritones and euphoniums is a bridge
to the second movement. Dowrick omits the note in the transcription because the wind
band suite does not include the second movement. I included the note in bass clarinet
and euphonium (Musical Example 27). In order to facilitate this change I rescored the
euphonium one octave higher than Dowrick, putting it in the same range as the brass
band euphonium part. I chose bass clarinet as the second voice to thicken the texture.

Original Ending

Modified Ending

Musical Example 27. Call of the Cossacks, Movement 1, measures 127-128.

My second decision was how to score the trombone and tuba accompaniment that
begins the second movement (Musical Example 28). I chose to imitate the original
orchestration, adding cup mutes to the trombones to strengthen the character of the
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music. The string bass adds resonance and depth to the tubas. The percussion writing is
identical. New articulation markings clarify the style and enhance the character of the
original, reminiscent of Hunsberger’s changes in the Variations transcription.

Brass Band

Wind Band

Musical Example 28. Gypsy Dream, measures 1-4.
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Theme A in the brass band version is stated first by solo tenor horn in measures 3
through 10. A variation of that melody begins in measure 11 with a trio of tenor horns
(Musical Example 29). The flugelhorn provides an interjection based on the thirtysecond note rhythm from the theme.

Musical Example 29. Gypsy Dream, brass band, measures 11-17.

I employed the saxophone family both for the initial statement of the melody and
the trio because they match the tenor horn timbre more closely than the French horn,
which has a deeper timbre (Musical Example 30). Additionally, the range of the trio
voices is ideal for the alto and tenor saxophones. I assign the flugelhorn part to the
English horn, whose reedy quality complements the saxophone trio. I cross-cue the
English horn in the oboe part in case the English horn is unavailable.
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Musical Example 30. Gypsy Dream, wind band, measures 11-17.

Theme B – Measures 19-26
Graham presents Theme B as a tenor horn trio with three pick-up notes into
measure 19 (Examples 31a and b). The accompaniment figure, first heard in the
trombones, is moved to the baritones with tubas continuing the bass line. A solo
euphonium has the countermelody, and the percussion is the same as the beginning. In
my transcription I scored the passage for a woodwind ensemble of flutes, oboes, English
horn, and clarinets. Bassoons join the euphonium on the countermelody, and I assigned
the accompaniment to the horns and the bass line to the bass clarinet and string bass.
These changes emphasize the reed families of instruments, and the mellow quality of the
horns at mezzo piano does overpower the woodwinds. In fact I kept all of the dynamics
the same. As is common of the transcriptions in this study, the woodwinds perform the
lyrical melody, and flutes and oboes play one octave above the original.

87

Musical Example 31a. Gypsy Dream, brass band, measures 19-26.
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Musical Example 31b. Gypsy Dream, wind band, measures 19-26.
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Theme A – Measures 27-42
Theme A returns at measure 27. The flugelhorn performs the melody in the brass
band version. Trombones resume the accompaniment, and the bass line continues in the
tubas. For the transcription I chose saxophones to accompany the melody in solo
trumpet. Alto and tenor saxophones assume the trombone part while the baritone
saxophone plays the bass line. My choice of solo trumpet provides variety of color in a
movement otherwise dominated by woodwinds.
The transcription features a trio of F horn, trumpet, and euphonium starting at
measure 35, replacing the trio of first baritone, flugelhorn, and second baritone in the
original (Examples 32a and b). I chose to keep this passage in the brass as relief from the
woodwind timbres and to pay homage to the original work. Clarinets perform the
original trombone accompaniment and bass clarinet carries the bass line. In measure 39 I
moved the accompaniment from clarinets to saxophones. The reasons for this are to give
clarinets the opportunity to prepare for their melodic entrance in the next section and to
provide contrast during the second half of the melody.
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Musical Example 32a. Gypsy Dream, brass band version, measures 35-42.
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Musical Example 32b. Gypsy Dream, wind band version, measures 35-42.
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Theme B – Measures 43-58
The second statement of the Theme B is longer than the first because the melody
is repeated. The scoring in measures 43 to 50 of the brass band version is identical to that
in measures 19 to 26 (see Musical Example 31). The repeat of the melody in measures
51 to 58 maintains the same dynamic level while thickening the orchestration (Musical
Example 33). Trombones play the accompaniment, and the baritones and flugelhorns
support the horn melody. These changes make this statement of the melody fuller than
the preceding one.

Musical Example 33. Gypsy Dream, brass band, measures 51-58.
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My transcription reflects the differences in Graham’s scoring of the second
melodic statement from measures 51 to 58 (Musical Example 34). These changes include
the addition of the piccolo sounding two octaves above the original melody and the use of
saxophones for the accompaniment in place of the F horns. Also of note is my choice to
add the tuba to the bass line to support the thicker melodic scoring. These choices
expand the ensemble’s range and create a natural musical peak that further distinguishes
the second statement from the first.
I reassigned virtually all of the music from the brass to woodwinds in this section;
the only brass instruments playing are the euphonium and tuba. This is similar to
Sparke’s treatment of the brass in the second movement of The Year of the Dragon where
he focuses on the woodwind families. In my transcription the brass instruments provide
accompaniment and countermelody and only have the melody during the second
statement of theme A from measures 27 to 42. This approach led to my decision not to
include the trombones in the accompaniment beginning at measure 51, reserving them for
the final statement.
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Musical Example 34. Gypsy Dream, wind band, measures 51-58.
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Coda – Measures 59-62
The coda is a statement of the last four measures of theme B and is the quietest
section of the work (Musical Example 35a and b). For the first time pianissimo is used.
The brass band scoring does not change between the second statement of theme B and the
coda. I used dynamics and scoring to reflect the diminishing volume of the ending of my
transcription. Graham scores the coda melody for flugelhorn, horns, and baritones, the
countermelody for euphonium, accompaniment for trombones, and bass line for tubas.
The final chord is built by sections: first the melody instruments (high), followed by
trombones (middle), and ending with euphonium and tubas (low).
For the transcription I returned to the instrumentation of the first theme B
statement in measure 19. I omitted flutes and piccolo, putting the transcription in an
identical range as the original. I reduced the number of players with the countermelody
to one each of oboe, bassoon and euphonium. The trombones return for the final
statement, bringing the atmosphere of the beginning to the ending. I assigned the bass
line to tuba, bass clarinet and string bass. The addition of bass clarinet on the final note
adds reedy quality to the low register to balance the prominent reed sound in the middle
register.
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Musical Example 35a. Gypsy Dream, brass band, measures 59-62.
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Musical Example 35b. Gypsy Dream, wind band, measures 59-62.
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Conclusion

By examining three wind band transcriptions of brass band music in this study I
discovered common traits and basic guidelines for transcribing from brass band to wind
band could aid a transcriber regarding the transcription process. The purpose of these
guidelines is to help the transcriber create a work idiomatic for wind band. Regarding the
transcriptions by Hunsberger and Sparke, there are a number of similarities:
1. Woodwinds are used as the primary solo instruments while allowing the brass
occasional solo parts.
2. The soprano cornet and solo cornets are transcribed according to their
tessitura. High passages are given to the flute or piccolo. Middle and low
parts are given to the oboes and clarinets.
3. Euphonium solos and exposed lines are often moved to bassoon (often in duet
with oboe) and tenor saxophone.
4. Both transcribers write the high woodwind instruments one or two octaves
above the brass band scoring.
There are also notable differences in their approaches:
1. Sparke replicates the dynamics, articulation, and style markings of the
original. Hunsberger changes these elements liberally.
2. Sparke favors woodwinds for exposed passages, and quiet and lyrical sections.
Hunsberger allows the brass more small-group opportunities.
3. Sparke is faithful to the original percussion writing. Hunsberger alters the
percussion significantly.
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4. Sparke writes for standard wind band instrumentation with very few additions
of music to the wind score that are not in the brass score. Hunsberger writes
for expanded wind band instrumentation, creates a harp part, and makes
several additions to the percussion parts.
5. Sparke’s tempi are identical in both versions. Hunsberger changes several
tempi, primarily in faster variations.
For my transcription of Gypsy Dream I combined the styles of Sparke and
Hunsberger as well as the transcribing tendencies in the previously-transcribed
movements from Call of the Cossacks. Like Hunsberger I added articulation markings to
clarify the style and utilize string bass to support the bass line one octave below the
original range. Like Sparke I did not alter any dynamics. Similar to both Sparke and
Hunsberger, I score the high woodwinds one or two octaves above the originally written
pitches. Woodwind instruments have most of the melodies are the, and percussion parts
are identical in both versions.
In summary, my goal in transcribing Gypsy Dream was to create a work idiomatic
to the wind medium that preserves the character of the original. The simplicity of the
music and the solo/trio/large-group structure allowed me to explore different instrumental
combinations and timbres of the wind band. It remains faithful to the spirit of the
original, and I achieved this by using the most effective techniques from the
transcriptions analyzed in this study. The result is an example of a shared musical work
in the brass band and wind band repertoires that completes the Call of the Cossacks for
wind band.

100
The development of a shared repertoire will continue to impact both ensembles.
Whether one views it as positive or negative depends on one’s opinions about brass band
music. The brass band’s reputation as an entertainment ensemble could hinder the
progress of the wind band if the two ensembles are interconnected. However, wind band
music has also struggled for respect in the past century, and having an ally in the brass
band movement could strengthen both ensembles. The solution is to find composers who
write passionately and artistically for both media, as well as transcribers who can rescore
the best music and most sophisticated music from one medium to the other. The creation
of an enduring repertoire for the brass band and wind band will benefit band music now
and in the future.
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APPENDIX A:
DISCOGRAPHY OF WORKS IN THIS STUDY

Call of the Cossacks by Peter Graham
Brass Band version
Complete
Bells Across the Meadow, performed by the Verwood Concert Brass, conducted by David
Johnson. VCB01. Creation Records.
Call of the Cossacks: The Music of Peter Graham Vol. II, performed by the Black Dyke
Band, conducted by Nicholas Childs. DOY CD138. London: Doyen Recordings,
2002.
Brass Band version
Excerpts
Ceaseless Service, performed by the New York Staff Band of the Salvation Army,
conducted by Ronald Waiksnoris. TRCD -1087. Alexandria, VA: Salvation
Army, 2007.
Entertaining Brass, performed by Brass Band Fröschl Hall, conducted by Hannes
Buchegger. Tirol, Austria: Brass Band Fröschl Hall.
Highlights from the 2002 European Brass Band Championships, performed by the Black
Dyke Band, conducted by Nicholas Childs. DOY CD136. London: Doyen
Records, 2002.
In Concert, performed by the Ammanford Silver Band, conducted by Colin Hogg. MISC
01. Carmarthenshire, Wales: ATB.
Midwest Clinic 2004, performed by the Brass Band of Columbus, conducted by Paul
Droste. 4352-MCD. Clarence, NY: Mark Custom, 2005.
U.S. Open Brass Band Championships 2004, performed by Brass Band of Central Florida,
conducted by Peter Garasi. IL002. Arlington Heights, IL: Prairie Brass Band,
2004.
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Wind Band version
Excerpts
The Red Machine, performed by the Regimental Band of the Coldstream Guards,
conducted by Graham Jones. CDSFZ123. London: Egon, 2004.
Variations by Ralph Vaughan Williams
Brass Band version
Brass from the Masters Volume 1, performed by the Williams Fairey Band, conducted by
James Gourlay. CHAN 4547. Essex, UK: Chandos.
Brass Links, performed by the Hannaford Street Silver Band, conducted by Bramwell
Tovey. SMCD 5188. Toronto: CBC Records.
Champions of Brass, performed by the Black Dyke Mills Band, conducted by Geoffrey
Brand. Essex, UK: Chandos Brass, 2000.
Regionals 2005, performed by the Greimethorpe Colliery Band, conducted by Elgar
Howarth. DOY CD181. London: Doyen Records, 2005.
Wind Band version
Eastman Wind Ensemble: Husa, Copland, Vaughan Williams, Hindemith, performed by
the Eastman Wind Ensemble, conducted by Donald Hunsberger. New York: Sony
Classical, 1988.
FMEA 2004, performed by the Florida Intercollegiate Band, conducted by Eugene Migliaro
Corporon. 4958-MCD. Clarence, NY: Mark Custom. 2004.
Orchestra version
British Symphonic Collection Volume 2: Vaughan Williams, performed by the Munich
Symphony Orchestra, conducted by Douglas Bostock. Kǿbenhavn, Denmark:
Classico, 1999.
Vaughan Williams: Job; Variations for Orchestra, performed by the Bournemouth
Symphony Orchestra, conducted by Richard Hickox. Los Angeles: EMI Records,
1992.
Vaughan Williams: Orchestral Works, performed by the Academy of St. Martin in the
Fields, conducted by Neville Marriner. New York: Philips, 1994.
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The Year of the Dragon by Philip Sparke
Brass Band version
Complete
25 Years of the European Brass Band Championships, performed by the Desford Colliery
Dowty Band, conducted by Howard Snell. DOYCD156. London: Doyen Records,
2003.
Live 1, performed by Brass Band of Battle Creek, conducted by Constantine Kitsopoulos.
BBBC01. Battle Creek, MI: BBBC, 2003.
Mandrake in the Corner, performed by the Stockholm Brass Band, conducted by Kent
Jonsson. SBB003. Stockholm, Sweden: SBB, 2008.
Mercury, performed by the Breeze Brass Band, conducted by Kazuyoshi Uemura. KOCD2504. Tokyo: Kosei Publishing Company, 1995.
Power and Passion, performed by the Daelwool Auckland Brass Band, conducted by Nigel
Weeks. A9802. Auckland, NZ: Atoll, 1998.
The Promised Land, performed by the Cory Band, conducted by Robert Childs.
DOYCD218. London: Doyen Records, 2007.
Brass Band version
Excerpts
Britain & Brass, performed by Brass Band of Battle Creek, conducted by Constantine
Kitsopoulos. BBBC03. Battle Creek, MI: BBBC, 1998.
Shout! – Brett Baker, performed by the Polysteel Band, conducted by Philip Harper.
QPRL227D. London: Polyphonic Reproductions, 2008.
Wind Band version
Complete
Great British Music for Wind Band Vol. 9 – The Year of the Dragon, performed by the
Royal Northern College of Music Wind Orchestra, conducted by James Gourlay.
QPRM146D. London: Polyphonic Reproductions, 2003.
The Year of the Dragon, performed by the Tokyo Kosei Wind Orchestra, conducted by Eric
Banks. KOCD-3102. Tokyo: Kosei Publishing Company, 1989.
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APPENDIX B:
MODERN TRANSCRIPTIONS OF BRASS BAND WORKS FOR WIND BAND:
MATERIAL FOR FUTURE ANALYSES

Arnold, Malcom. Little Suite No. 1 (1963). Transcribed by John Paynter (as Prelude,
Siciliano and Rondo) (1979).
Ball, Eric. Resurgam (I Shall Rise Again) (1950). Transcribed by Geoffrey Brand
(1997).
De Meij, Johan. Extreme Make-over (2005). Transcribed by the composer (2006).
Ellerby, Martin. Chivalry (2003). Transcribed by the composer (2004).
Ellerby, Martin. Tristan Encounters (1998). Transcribed by the composer (2007).
Graham, Peter. Day of the Dragon (2004). Transcribed by the composer (2004).
Graham, Peter. Harrison’s Dream (2000). Transcribed by the composer (2001).
Graham, Peter. Journey to the Centre of the Earth (2005). Transcribed by the composer
(2006).
Graham, Peter. Montage (1994). Transcribed by the composer (as Symphony for Wind
Orchestra) (2005).
Ireland, John. A Downland Suite (1932). Transcribed by Ray Steadman-Allen (1997).
Sparke, Philip. Music of the Spheres (2004). Transcribed by the composer (2005).
Vinter, Gilbert. Spectrum (1969). Transcribed by Rodney Newton (2006).
Wilby, Philip. Paganini Variations (1991). Transcribed by M. Scott McBride (2002).
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APPENDIX C:
COPYRIGHT PERMISSIONS

Excerpts from the brass band version of Call of the Cossacks by Peter Graham, Call of
the Cossacks Suite by Peter Graham, transcribed for wind band by Mick Dowrick, the
wind band transcription of Cossack Fire Dance by Peter Graham, and the wind band
transcription of Gypsy Dream by Brian Shelton are used by permission of
gramercymusic.com.
Permission for excerpts from Call of the Cossacks:
Dear Brian
This will confirm that permission is given to include the arrangement of Gypsy Dream in
your thesis.
Best wishes
Peter Graham
Sent from my iPad
On 26 Oct 2010, at 23:48, Brian Shelton <bshelto1@yahoo.com> wrote:
Professor Graham,
Earlier this year I received permission to use excerpts from the wind and brass band
arrangements of Call of the Cossacks for my DMA paper. As part of the project, I
created a wind band transcription of Gypsy Dream. The committee has requested that I
include the full score of the transcription in the appendices. I ask for permission to
include the full score in my paper, which will be submitted to UMI. This can be done via
letter or email. Please let me know if you have any questions or concerns, or if you
would like to see the final score. I plan on submitting the paper for final approval in
November.
Thank you for your help.
Sincerely,
Brian Shelton
Director of Bands and Supervisor of Student Teachers
Texas A&M University-Kingsville
(361) 593-2160 (office)
(361) 593-2816 (fax)
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Excerpts from the brass band and wind band versions of The Year of the Dragon by
Philip Sparke are used by permission of Studio Music Company, England.
Dear Brian,
As I stated in my e-mail of 4th June, this is fine by us. The simple acknowledgement on
that message (or something similar) will be fine.
Kindest regards
Stan
From: Brian Shelton [mailto:bshelto1@yahoo.com]
Sent: 26 October 2010 20:35
To: Stan Kitchen
Subject: Re: Year of the Dragon

Dear Mr. Kitchen,
Per the email conversation below, I need permission to publish via UMI the excerpts
from the wind band and brass band versions of "The Year of the Dragon." Please let me
know if this is acceptable. If so, I will use your email response in the appendix of the
paper as the permission statement.
Thanks,
Brian
Brian Shelton
Director of Bands and Supervisor of Student Teachers
Texas A&M University-Kingsville
(361) 593-2160 (office)
(361) 593-2816 (fax)
brian.shelton@tamuk.edu
________________________________
From: Stan Kitchen [mailto:Stan@studio-music.co.uk]
Sent: Fri 6/4/2010 1:57 AM
To: Brian M. Shelton
Subject: RE: Year of the Dragon
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Dear Brian Shelton,
I apologise for the delay in answering your e-mail - the error lies completely with me.
Use of musical excerpts from THE YEAR OF THE DRAGON in your thesis is quite
acceptable to us. Should, at any time in the future, you consider publication we would
then review the situation.
A short notice adjacent to the excerpts would acknowledge you have received copyright
permission. Something like "Used by permission of Studio Music Company, England"
would suffice.
Kindest regards
Stan Kitchen

-----Original Message----From: Brian M. Shelton [mailto:kfbms01@tamuk.edu]
Sent: 03 June 2010 15:53
To: Sandra Williams; Stan Kitchen
Subject: RE: Year of the Dragon
Mr. Kitchen,
A few months back I enquired into securing the rights use excerpts from the wind band
and brass band versions of The Year of the Dragon by Philip Sparke for my DMA paper.
Did you receive the request, and if so, what is the status?
Thank you for your help.
Sincerely,
Brian Shelton
Director of Bands and Supervisor of Student Teachers Texas A&M University-Kingsville
(361) 593-2160 (office)
(361) 593-2816 (fax)
brian.shelton@tamuk.edu
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Variations for Brass Band by Ralph Vaughan Williams © Oxford University Press 1957.
Extracts reproduced by permission. All rights reserved.
Variations for Wind Band by Ralph Vaughan Williams arranged by Donald Hunsberger
© Oxford University Press 1957 and 1988. Extracts reproduced permission. All rights
reserved.
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APPENDIX D:
FULL SCORE OF CALL OF THE COSSACKS MOVEMENT 2, GYPSY DREAM BY
PETER GRAHAM, TRANSCRIBED FOR WIND BAND BY BRIAN SHELTON
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